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品名 ： 絹本著：色 牙ヽ動 l リ l 王ご節： （像 1 幅
所）l淑 ： イ ンディアナ ポ リ ス 美術創'f
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1協名：絹本蒋色 不動明王二薩子像 1 幅
所）1淑：インディ アナポ リ ス美術館
修似施工 ： 墨申蛍
修理前の状況
,: 1一ヽ-.r嬰r. 本紙縦 ： 100 3cm 横 ： 39 7cm 
表具 縦 ： 175 8cm 横 ： 54 5cm 
li1J1 長 ： 59 6cm 径 ： 2 7cm 
-ｷ. 装形式 二段仏様装






1. 木紙合体に横折れが著しく折れ頭が摩滅してし .'ol ゜
2 . 本紙下部に黙粒状の汚れが多数付着 してい る。
山内健也
3 . 旧補絹は本紙裏側か ら当てられており、 重な り部分の本紙が摩滅してい る 。 特に本紙上部の破損が大
＜蒋しい 。
4 . 背景の波部分にも細かな破損、補絹が多数。不動尊顔而、 肉身部分に も 補絹がある 。
5 . 本紙欠失部分から肌裂が露出 している個所 もある。
6 . ,f今迦羅童子の膝部分に横のずれが見られる 。
7. 不動尊腹部や膝上の装飾部分の盛り上げ彩色が紺Jltltt. してい る。
修理後の状況
法量 本紙 縦 ： 101. 2cm 
表具 縦： 182.1cm 
庫111 長 ： 63.3cm 
太巻添軸長 ： 66.5cm 
保存箱 長 ： 69.8cm 
表装形式 二段仏様装
横 ： 40.6cm 
横 ： 58.2cm 
径 ： 2.7cm 
径 ： 5.7cm 
輻 ： 10. 4cm 晶 ： 10.3cm 





紐 啄木 (2 色）




補修絹 電子線劣化絹 経14 中 60本 2 入 緯14中 100本
（京都市 廣信織物製）
保存箱 桐材印龍箱 ・ 桐材太巻添削[1 (京都市 前田友斎製）
作業工程
1 調査 ・ 記録
本紙の現状の調究記録、＃真枷彩を行 っ た 。
2 表具の解体 ・ 絵具止め
本紙と表具 を解体し、兎）l蓼 1 %水浴液にて葬像部分を 中心に絵共 化め を行 っ た 。
3 総裏 ・ 折れ伏せの除去
総裏を除去すると黙く染められた陪 し裂が視れ、 その上に折れ伏せが施されてお り、これを除去 し た 。
（図64 、 65)
4 汚れの除去
本紙や裏打ち紙に付許した活れの洗i角を行 っ た 。 作業方法は、本紙の表 ・ 裂面に厚手の紙を数枚重ねて
当 て、水を表面か ら りえつづけ朽れを紙に吸い取 ら せ、 当て紙 を絵り返し取り 替え た 。
5 絵具止め
兎膠 1%水溶液にて彩色全1本に絵具止めを行 っ た 。 これと 平行して本紙表面に付許 していた黒粒状の汚
れを除去 した。
6 旧増裏の除去
旧増裏を除去すると、 船で染め られた肌製の上に折れ伏せと補絹が施されていた。 （図66 a 、 b)
7 肌裏紙の除去
本紙表面に養生紙を重ねて貼 り合わせ、ガラ ス台に即i り付けた状態で部分的に湿り を与えて除去 した 。
先ず折れ伏せ及び補絹を除去 し肌必の除去を行っ た 。 全体に紙粉と糊状の粘りが混ぜ合わせ られたような
状態で、これを箪で拭 き 取 るように し て肌裏と料i り を 除 lぺ• した 。 I FI肌裂紙は個所によ っ て劣化の度合いが
異なっていた。背景の波碩部分の肌裂紙は劣化が杓し く、ピンセッ ト で摘み収 るのは不可能であ っ たた
め、筆先で掬い取るよ うに）11 し災 を 除去し た。 火炎部分の）!)し裂紙は比較的紙繊糾tがし っ かりしており容昴に
除去できた。尊像の肉身衣部分の）!)し災紙は比較的 し つ かりして いたが、絵具 ・ 糸廿の亀裂が多く 、肌裂除去




い る 111補絹 は切 り取り 、 本紙 との重なり部分は慎重に作業を行い除去 した 。
9 JIJ L災打 ち
剥美磁紙に て ）JJL製 を打 っ た 。 薄美濃紙は娼 ・ 矢車 にて染色 し た 。 色は 、 本紙画像中一番明 る い火炎周辺
部分の色へ彩響を与えな い ものにした。 （凶 69)
10 補糸ll
本紙欠失部分 を ’氾子線劣化釦に て補 っ た 。 袖絹絹 は糸の太さ、 糸i l Fl を本紙と似合わせた も の を用いた 。
娼 ・ 岱祁 ・ 質 1こ にて許色 し、本紙下部の波姐部分の色を基拙l と し た 。
11 本紙陪製打
湖美栖紙にて陪製 を打っ た。美栖紙は）］）は Ii i ] ~汲に糾と 矢車にて染色 し 、 ） jJ謳 を 辿 し て本紙の色彩に影響
し ないように し た。
12 折れ伏せ
釧 く 城断し た孔見美濃紙 を木紙の折れに \ '', て 、折れが起こ らな い ようにした。
13 本紙妍裂打ち ・ 仮張り
美栖紙にて附 し災 を打 っ た 。 更 に仮張り を し 、 付廻 しにイ;li'J えた。
14 表装裂の加懲
表装裂は 、 全て新調し、 糾と久車で礼色付け をした。美磁紙で）JJL裂打 ち 、 美栖紙で陪裂打ちを 1 iｷ い、仮
張り して付廻 しに価えた 。
15 付け廻 し
川 の衣装 と同様に二段仏様装に仕立てた。 寸法は 111表装寸法よ り も 杵Jll闊 と総緑 ・中の ー ド部分 を ）ム く し調
総必紙の除1北 陪製紙の I一．．の 折れ伏せ
0" r>'<コ
66 a 肌裂紙の上の折れ伏せと補絹 上半分 66 b /IJし裂紙の上の折れ伏せと補絹 卜半分
The crease reinforcement paper strips and infil silk on the first Bottom half 
lining papera. Top half 









絵具にて補糾部分に補彩を行 っ た。 基本的 に本紙下部の岩部分（背景のなかで最も 色彩の叫 る い部分）




旧毛彫金鋲金削iii のみ 1 り使川 し、発装金具はjl t 1I叶1 とは趣の災なるもので不似介いであるため取り 外 した。
67 JIJし裏紙の除去後の災 1 (1 j と I ll f1ll糾
The back of the painling and origin;rl infil 






桐材印籠箱、太巻添11i1り を新訓 した 。
その他特記事項
1. I FI 培裂上の折れ伏せ、 肌裏上の補絹から、前回の修理ではそれ以前の修理や）JJL裂を残 したまま成され
ていたと推測 される 。
2 . 衿迦羅の膝部分に横のずれ見られたが、本紙の劣化の度合いから 、 これを修」工する こ とは周囲の本紙
を破壊すると判断し現状のままで留めた。
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70 b 補絹部分の補彩 (to ning)
補絹後 （本紙左 1舟II分）
After the application of silk infil. Top left 
of the painting 
□―-
し一
"Fud6-my66 with Two Boy Allcnclants" 
Conservation Report 
n silk, "Fud6-my66 with Two Boy Attendant~" 
Collection Indianapolis Museum of Art 
Conservator BokushindoK.K. 





Length: 100 . .:5cm 
L: 175.8cm 
L: 59 .6cm 










Hanging rings (kan) 
Cord 
Damage 
floral pattern in 
twil-weav 
ngraved gilt copper roler knob 
Ilangin只 rod with metal fitings and ring nail 
rown braided cord 
1. Creased lines ran horizontaly over the entire paintin were wel worn and show 
tearing. 
2. Large areas of black powdery soiling were found on the lower part of the painting. 
3. Silk infils from a previous restoration were attached to the back surface of the painting. Layered 
In parlicular, the upper section of the paintin 
were attached to t] . 一’
horizontaly. 
7. Areas of thick colored pigment on the decorations on the torso of the Fuda and in the area abo 
his knees had peeled a way. 
Condition after Treatment 
116 
Dimensions 
Painting L: 101.2cm W: 40.6cm 
With mounting L: 182. lcm W: 58. 2cm 
Roller rod L: 63. 3cm Diam: 2. 7cm 
Roller clamp (jutomaki soej如） L: 66. 5cm Diam: 5.7cm 
Height: 10. 3cm Storage box L: 69. 8cm W: 10. 4cm 
rmat of mountin 
Mounting fabric 
Roler knob 
Hangjng ring (kan) 
rel 
Lining paper 
uble-surround Buddhist style mounting (butsuga hyogu) 
Inner border and decorative fabric strips (chumawashi futai): Light yelow 
Id thread 
quash pattern in twill-
weave 
pper roler knobs (Original reused) 
ring nail 
nd wrappin 
lTadaura叫如加 ( firs t lining paper) Kozo paper Lhin Mino type 
(Miyamoto Yusei, Toyama Prefecture,) 
Ma,s-J⑰ uraga加 (subs idi ary lining paper) f{ozo paper Misu type (Uekubo, 
ara Prefcclure) 
Nakauraga加 (overa1 I ining paper) Koza paper Misu type (Uekubo, Nara 
Prefecture) 
paper) Koza paper Uda Lype (Fukunishi, Nara 
Infil silk Artificialv asred sil ( < electron beam rad1al101) 
thread width 14 denier; 20 2-ply threads/ cm 
thread width 14 denier; 33 threads/cm. 
(Hironobu-Orimono Fabric, Kyoto) 
torage box Paulow ni a 切）'obox, paulownia roler clamp (Maeda Yusai, Kyoto) 
Treatment Process 
1. Examination and Documentation 
The condition of the painting was documented and photographed. 
2. Dismantling the mounting and repairing painted area 
The painting and the mounting were dismantled and separated. Painted areas around the central 
icon were fixed with a 1% solution of rabbit skin glu 
3. Removing the final lining paper and the crease reinforcement paper strip 
After the final lining paper was removed, a subsidiary dyed black lining that supported the 
attachment of crease reinforcement paper strips was discovered. Th 
(Fig 67, 68) 
4. Cleaning of soiled areas 
trips were removed. 
iling on the painting and linings was cleaned. The process was completed by first placing a few 
layers of thick paper on either side of the painting. Water was added from the front surface in 
order that the paper would absorb the soiling. The paper was changed and the process was 
repeated. 
nscrva Lion Rcporl J 17 
5. Pigment consolidation 
Pigments were fixed with a ] % solution of rabbit skin glue. At the same time, the black powdery 
soiling was removed from the surface of the paintin 
6. Removal of the original subsidiary linin 
After removing the original subsidiary lini, 
and silk infils on the ink-dyed firsl lini, 
7. Removing the first linin 
appeared to be covered by a mixtur 
removed by brush, and the first lining was then separated. This .first lining had varying degr 
damage in different 
f
 
nscrvalors used extreme caution during the removal 
process because of the numerous cracks in the painted sections and on the silk. Careless removal 
of the first lining could have resulted in further peeling. (Fig. 67 a, b and 68 a, b) 
f deterioration similar to th 
painting itself and were firmly fixed to the painting. Those patches visible through to the surfac 
of the painting were cut away, and al others were carefuly removed. 
9. First lining 
Kozo paper of a thin Mino Lype was used [or Lhe first lining. Thin Mino paper was dyed with sumz 
(carbon soot ink) and yasha (dye from alder cones). The parlicular hue was selected in order not 
to affect the appearance of the area of Lhe fire motif, being the palest part of the painting. (Fi 
69) 
10. Silk Infill 
Losses in the silk painting support were repaired with silk artificialy aged by electron beam 
radiation. Infil silk was selected to closely match thread thickness and gauge of the original silk 
used for the painting. The infil silk was dyed with sumi, red ochre and yasha, to match the shad 
tion of the paintin 
1. Subsidiary lining of the paintin 
Kozo paper of the しhin Misu type was used for subsidiary lining. Misu paper was dyed with ink and 
the shade would not disrupt the painting's color 
through the first linin 
placed where lh appeared on the painting in order t 
avoid further creasin 
13. Subsidiary lining on Lhe painting and pasting onto the drying board 
A subsidiary lining was added using Misu type 麟o paper. The painting was then pasted onto th 
drying board in preparation for the assembling of the mounting (tsul,emawashi). 
118 
14. Adjusting the mounting fabrics 
Mounting fabrics were al newly made and dyed with ink and yasha plant. Mino paper was used 
for the first lining, and Misu paper for the subsidiary lining. The painting was then pasted onto the 
drying board in preparation for assembling the mounting. 
15. Assembling the mounting 
Mounting folowed the original format of a double-surround Buddhist style mounting. The width 
f the soberi and ch仮beri hashira (the strips of mounting fabric that run vertically along both sides 
of the painting), and length of both the lower part of the soberi (outer border) and ch、1lberi (inner 
border) were increased from the measurements of the original so that the overall mounting would 
be wel balanced. 
16. Overall lining 
verall lining was done using Misu type kozo paper. 
17. Final backing 
The final backing was clone using kozo paper Uda type. Uda paper was dyed with yasha plant to 
produce the effect of agi n 
18. Temporary fixing to drying board 
The painting was turned face up then pasted onto drying board to dry 
19. Inpainting 
igment was applied to tone sections containing silk infils. Toning was matched to the color on 
the lower section of the painting depicting rocks (the palest part of the background) to unify the 
verall tone. (Fig 70 a-c) 
20. Turning the painting face-in on the drying board (kaeshibaガ）
The object was reversed and reattached to the drying board for further clryin 
21. Finishing 
The original gilt roler knobs decorated with fin 
removed because they were not in the style of th 
22. Producing a new storage box 
A new paulownia inrobox and a roller clamp were mad 
Other Matters of Special Note 
reused. The metal fittings were 
1. The crease reinforcement paper strips were attached onto the subsidiary lining, and the silk infil 
on the first lining. It was noted that earlier restoration work was likely completed without 
removing traces of preceding restorations and the first lining. 
2. There is a horizontal area of the painting on the part of the knee of Kongara Doji where the 
painting has moved out of place. Considering the severe damage of the painting, this area was not 
repaired to prevent further damage of surrounding areas. 
3. Thick pigment levels at the middle torso of the Fudo and on the ornaments above his knees were 
fixed by adding animal skin glue during the process of pigment consolidation. During the restoraｭ
tion, the processes of wetting and drying may cause stretching and contraction, further damaging 
the repaired paint. To avoid such damage, special attention was taken during the application of 
liquid during the various wet and dry processes of disassembly, cleaning, restoration, and remountｭ
ing. 









を持 っ ている。髪は巻毛で、 左側に辮髪を垂らし、額正面に頭飾を荊ける。左目を細め、 右目は大き< ;i:, 
開いて、口を強く結び、 上向きの歯と下向きの歯を口の両端か らむき出 している 。 いわゆる円心様の不動
明王の姿である。向か っ て右側の岩に衿翔羅箪子、 左側の岩 に制 Nモ迦泣子が立っ ている 。 務翔羅龍子はL
脇に独鈷杵を挟み、腰をかがめて合芋 し、 不動明王 を見上げている 。 制咤迦詔子は、不動明王の背後で左
手に棒をつかんで立て、 右手を顎にあてて 、）l要を左にひねっ ている 。
密教絵画によく見られる形式の不動明王二箪子1象である。岩座のまわりに細線で丁字に水波を描く な
ど、やや古様を伝える部分も見られるが、ほと ん ど直立に近い不動明王の姿態や、針のよ うに尖 っ た直線
的な火焔の表現などに、 図保の形式化が見られる。また、緑と赤を主体とした彩色や多用される金泥、ま












































































































































































































































D01 II ヽ9 Kongara Doji (Kirnkara) 
120 
"Fud5-my55 with Two Boy Attendant~" 
Description 
NAKANO Teruo 
National Research Institute for Cultural Properties, Tokyo 
Fud5-my55 (Acalanatha) is said to protect the worshippers of Shingon sect of Bud曲ism as a 
messenger of Dainichi-nyorai (Mahavairocana). In addition, he exorcises the enemies of Budcll1ism and 
various temptations and egotistical desires. Fud5 is highly revered in both 
uddhism. 
This painting depicts Fudo-myoo standing on a rocky platform. A jeweled sword in his right hand 
is held erect in front of his torso. In his left hand he holds a lzensalzu (lasso). His hair is curly with a 
tuft on the left side, and a headdr- his right glares 
d -one pointing 
itaka 
—ji (Cetaka). Kongara Doji holds tolclwsho under his left arm and bends his waist with his palms 
placed together in prayer while looking up to Fuclo-myoo. Behind Fudo-myoo, Seitaka Doji holds a 
pole in his left hand, and puts his right hand under his chin, twisting at his waist. 
This type of "Fudo-myoo and Two Boy Attendants" is common to esoteric Buddhist paintings. 
However, the upright posture of Fudo-myoo and the depiction of fire with straight lines, making them 
appear like sharp needles, suggest a conventionalization of form in depicting this icon. In addition, 
the coloring of mainly green and red, the frequent use of gold pigment, and the thick application of 
paints that add volume to parts of the surface, suggest characteristics common to works completed 
during the Nanbokucho period. 
(MT and JL) 
